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Chord
While Keats wrote they were cutting down the sandalwood forests
while he listened to the nightingale they heard their own axes 
echoing through the forests
while he sat in the walled garden on the hill outside the city they 
thought of their gardens dying far away on the mountain
while the sound of the words clawed at him they thought of their 
wives
while the tip of his pen travelled the iron they had coveted was 
hateful to them
while he thought of the Grecian woods they bled under red 
flowers
while he dreamed of wine the trees were falling from the trees
while he felt his heart they were hungry and their faith was sick
while the song broke over him they were in a secret place and they 
were cutting it forever
while he coughed they carried the trunks to the hole in the forest 
the size of a foreign ship
while he groaned on the voyage to Italy they fell on the trails and 
were broken
when he lay with the odes behind him the wood was sold for 
cannons
when he lay watching the window they came home and lay down
and an age arrived when everything was explained in another 
language
W. S. Merwin

9Foreword
The Rare Book & Manuscript Library of the University of Illinois at 
Urbana-Champaign is home to the papers and literary archives of 
a number of poets and authors of note. From Trollope to Proust to 
Sandburg, our collections provide insights into the creative process 
of great writers. By acquiring the papers of W. S. Merwin we con-
tinue along this path in building our collections, but we have the 
added benefit of working with a living artist as his archive grows 
and deepens in scope.
W. S. Merwin is known as a poet and translator, and increasingly, 
as an environmentalist. The confluence of these activities is natural 
for Merwin. Because he is a poet—or perhaps despite being a poet—
Merwin has been able to capture the essence of poets who express 
themselves in other languages. So, too, has he translated nature’s 
essence into his own poetry. As the late Peter Davison, poetry editor 
of The Atlantic, put it, Merwin’s poetry seems “to flow up from an 
underground river that lies beneath mere speech, as though writ-
ten in some pre-verbal language of which all later languages have 
proved to be a mere translation.”
In this exhibition, curators Christopher Cook, Chatham Ewing, 
and Dennis Sears have sought out the source of that underground 
river, looking at the “multiple Merwins” that make up the consum-
mate poet.
The exhibit coincides with a visit by William Merwin to our cam-
pus as a participant in an international conference on “Translating 
the Middle Ages.” His visit also includes a presentation in The Rare 
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Book & Manuscript Library as part of our Books in Culture / Culture 
in Books Series. With this memento, we offer our thanks to William 
Merwin for entrusting the University of Illinois with his literary 
archive.
Valerie Hotchkiss
Head of The Rare Book & Manuscript Library
and Professor of Medieval Studies
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The Translator Emerges
“Every sensible and rigorous theory of language shows that 
a perfect translation is an impossible dream. In spite of this, 
people translate.”
—Umberto Eco, Experiences in Translation1
 
W. S. Merwin’s translations into English are drawn from a wide 
range of languages such as Classical Greek, Guarani, Hawaiian, 
Latin, Middle English, Provençal, Quechua, and Russian—not to 
mention his work in Asian languages and the Romance languag-
es. For those languages he does not know well, namely the non-
Romance languages, Merwin often creates his versions by invok-
ing the help of earlier translations into languages with which he is 
familiar. Yet, in text after text, Merwin surmounts the vexing prob-
lems which face any translator, for example: How does one convey 
the power and emotion of the source text, especially when the orig-
inal content is so imbued with historical and cultural connotations? 
Is it possible, or even necessary, to transfer the cadence and musi-
cality of the source text to another language? These questions, and 
many others, are dealt with by Merwin primarily through his abil-
ity to convey the sense of the original work while simultaneously 
rendering the texts as English poems in their own right.
Merwin has been a prolific translator since the late 1940s, winning 
the PEN Translation Prize in 1969 for his Selected Translations, 1948–
1968.2 A fascination with poetic translation runs through all of Mer-
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win’s work. In the last decade alone, he has published major trans-
lations of Sir Gawain and the Green Knight and Dante’s Purgatorio.3  In 
2002, the National Geographic Society published Merwin’s account 
of his time spent living and traveling in south-central France while 
in search of the spirit of the medieval troubadours, specifically Ber-
nart de Ventadorn. The Mays of Ventadorn is more than a travelogue, 
however, for it reveals much about how Merwin became interested 
in the art of translation in general and Provençal poems and songs 
in particular. This interest developed when Merwin, still a student 
at Princeton, visited Ezra Pound who imparted valuable advice to 
the fledgling poet. Merwin relates the conversation:
He told me he imagined I was serious [about being a poet], 
and that if I was I should learn languages, “so as not to be at 
the mercy of translators.” And then I should translate, myself. 
“If you’re going to be a poet,” he said, “you have to work at it 
every day. You should write about seventy-five lines a day. But 
at your age you don’t have anything to write about. You may 
think you do, but you don’t. So get to work translating. The 
Provençal is the real source. The poets are closer to music. They 
hear it. They write to it. Try to learn the Provençal, at least some 
of it, if you can. It will make you use your English and find out 
what you can do with it.”4
Taking Pound’s advice at face value, Merwin immersed himself in 
the study of the Romance languages and of Old French (as Prince-
ton did not offer a course in Provençal). Before his visit with Pound, 
Merwin was familiar with the Provençal poems and songs of Ber-
tran de Born, Jaufre Rudel, and others through English translations 
by Pound himself and through John Peale Bishop’s lesser-known 
versions in his Collected Poems.5 However, Merwin’s deeper study of 
the medieval languages of France eventually led him to the famed 
Chanson of Richard I of England, the Lionheart. Merwin admits in 
The Mays of Ventadorn that his translation of Richard’s poem would 
become the first of his translations that he kept. It would also 
become the first of countless to be published.6 This first attempt at 
translating Richard’s Chanson was produced at a time when, as Mer-
win explains, the “high sarcasm of Pound’s versions of Bertran de 
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Born and Bishop’s ornate flourishes were closer to my ear . . . than 
Richard’s own ringing irony.”7 The “ringing irony” is that Richard 
wrote the poem after having suffered betrayal that led to his cap-
ture, lengthy imprisonment, and ransom. In the first volume of the 
nascent Hudson Review, one finds the Chanson along with four other 
poems. It begins:
Never man caught could muster fit excuse 
Lithe to the tongue to parry his distress, 
Yet for my comfort I can song devise; 
Now giftless hangs of many friends the grace 
While I in shame and hopeless of release 
Am these two winters held.8
After a lifetime of experience, Merwin attempted another inter-
pretation of the poem for The Mays of Ventadorn (Fig. 1). Merwin’s 
graduate-level Old French textbook, his point of reference for the 
first translation, gave little background information on the poem. 
When, years later, Merwin learned more about Richard and the cir-
cumstances surrounding the poem’s creation, “it was like seeing a 
whole landscape light up around a figure that, until then, had been 
a dark silhouette.”9 In this second version, Merwin wanted “a sim-
pler formality in which the mannerisms did not get in the way of 
the theme and urgency of the poem.”10 And so it begins:
No prisoner ever said what he was thinking 
straight out like someone who suffers nothing 
but to ease his mind he can make a song. 
My friends are many but are poor at giving. 
It is their shame that, with no ransom coming, 
these two winters I am held.11
The veteran poet and translator succeeds in his quest for a “sim-
pler formality” and the poem issues forth with an urgency appro-
priate for a captured regent. Merwin admits to having been “stuff-
ier and stiffer” in his youth, when he first translated this poem, a 
point that is evident when the two versions are compared. Through 
such a comparison we see Merwin’s unique style emerge over the 
course of many years.
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Fig. 1 Merwin’s revised manuscript draft of the “Song of 
Richard I of England” (W. S. Merwin Archive. Merwin 5, 
Box 1, Folder 21)
15
As the differences between the above stanzas demonstrate, all 
translators are faced constantly with innumerable textual choices. 
Decisions sometimes are made across intervening years—as with 
Richard’s Chanson—or within seconds as the translator pens (or, 
more frequently, types) version after version. Merwin’s own manu-
script and typescript drafts are testaments to this meticulous pro-
cess of refinement, as illustrated in his attempts at the first line of 
Sir Gawain and the Green Knight:
Since the siege and the assault upon Troy was finished,
 
Since the siege and the assault of Troy had ceased,
 
Since the siege and the assault on Troy had ended,
 
Since the siege and the assault upon Troy was over,
 
Since the siege and the assault upon Troy were over with,12
From numerous iterations the poem’s first line emerges as pub-
lished:
Since the siege and the assault upon Troy were finished,13
This process of tweaking and refining continued until the whole 
text was translated. By studying the archive of Merwin’s papers 
at the University of Illinois one can examine the poet/translator’s 
Fig. 2 The first lines from Merwin’s draft of “Sir Gawain and 
the Green Knight” (W. S. Merwin Archive. Merwin 5, Box 4, 
Folder 11)
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mind at work through every stage of the translation process.
Merwin’s translations of Provençal poetry for The Mays of Venta-
dorn and of the Middle English legend of Sir Gawain and the Green 
Knight bear the influence of his life-long acquaintance with the Flo-
rentine poet Dante’s Commedia. As Merwin himself explains, “my 
tie to the high Middle Ages and to the troubadours continued to 
revolve around my reading of their great heir, Dante.”14 Dante is 
perhaps the most widely-known author of the Middle Ages and 
certainly the most-translated. Inferno, the first canticle of his Com-
media, is familiar to most Western readers because of its profound 
imagery and encyclopedic treatment of sin and damnation. But it is 
not Inferno that interests Merwin so much as Purgatorio, the second 
part of Dante’s great work in which souls are purged as they move 
toward paradise. Part of Merwin’s attraction is undoubtedly the ter-
restrial aspect of Purgatorio as its action occurs on the earth that is so 
dear to Merwin. This interest in Purgatorio would eventually lead 
Merwin to attempt his own translation of the full canticle.
Dante is a notoriously difficult author to translate and yet there 
seem to be more attempts at bringing his words to English readers 
every year—evidence in itself of the difficulty in capturing Dante’s 
poetry in a second language. Merwin expresses this difficulty in 
The Mays of Ventadorn when he explains how he felt after Daniel 
Halpern asked him to contribute translations from Dante’s Inferno 
to an edition of that work:
After years of translating I was thoroughly aware that it is an 
impossible undertaking, and I had lectured on the particular 
impossibilities of translating Dante. We persist in the enter-
prise not because it can be accomplished to anyone’s final satis-
faction but simply because it is necessary. Halpern persuaded 
me to see what I could do with two cantos [from Inferno] of my 
own choosing. I tried to be as accurate as possible and still pro-
duce lines that could be read as a poem in English, and suggest 
the form and rhymes and above all the pace of the Italian with-
out presenting a tortured replication of them.15
Over the course of a number of years, Merwin produced his trans-
lation of Purgatorio, publishing cantos individually in a variety of 
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literary journals along the way. These renderings were collected in 
2000 in the final version of Merwin’s English Purgatorio. In addition, 
the volume’s foreword is a rich source of information on Merwin’s 
approach to translation in general and on his work with Dante’s 
poetry in particular.
W. S. Merwin not only surmounts the challenges of translation 
but rises above and beyond them, in the process transforming for-
eign works into original English poetry. From his earliest attempt 
at translating Richard the Lionheart’s Chanson to the present, Mer-
win has given readers the opportunity to experience the greatest 
works of world literature in an English that reflects the source texts 
in original ways. His prodigious output of translations, not to men-
tion his own original poetry and prose, places him among the top 
literary minds of our age.
Christopher D. Cook
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A “Convocation of Words”
After the Alphabets
I am trying to decipher the language of insects
they are the tongues of the future
their vocabularies describe buildings as food
they can depict dark water and the veins of trees
they can convey what they do not know
and what is known at a distance
and what nobody knows
they have terms for making music with the legs
they can recount changing in a sleep like death
they can sing with wings
the speakers are their own meaning in a grammar without
horizons
they are wholly articulate
they are never important they are everything
—W. S. Merwin, from The Rain in the Trees1
 
In the foreword to his Selected Translations, 1968–1978, W. S. Merwin 
develops a complex discussion of translation as a kind of creative 
“paradox.” Initially, he writes, translation must be constrained by 
the incommensurable variance between similar words in the con-
texts of two different languages:
A single primary denotation may be shared; but the constella-
tion of secondary meanings, the moving rings of associations, 
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the etymological echoes, the sound and its own levels of asso-
ciation, do not have an equivalent because they cannot.2
Using evocative language from astronomy, fluid dynamics, 
and acoustics, Merwin dismisses the notion that literature can be 
reduced to a correspondence of meanings transferred from one 
language to another. But the essay uses this dismissal as point of 
departure for refiguring the art of literary translation:
Yet if we continue, we reach a point where some sequence of 
the first language conveys a dynamic unit, a rudiment of form. 
Some energy of the first language begins to be manifest, not 
only in single words but in the charge in their relationship. 
The surprising thing is that at this point the hope of translation 
does not fade altogether, but begins to emerge. Not that these 
rudiments of form in the original language can be matched—
any more than individual words could be—with exact equiva-
lents in another. But the imaginative force which they embody, 
and which single words embody in context, may suggest con-
vocations of words in another language that will have a com-
parable thrust and sense.3
Merwin uses energetic physical imagery, portraying translation 
as a process that finds a way to relocate a “dynamic unit” or an 
“imaginative force” in one language as a “… convocation of words 
in another language that will have a comparable thrust and sense.” 
With its academic and social overtones, the word “convocation” 
summons the image of celebration as new meaning ceremonial-
ly comes into the world while at the same time insisting that that 
meaning emerges from a collective effort of both creation and inter-
pretation.
A bit later in the same foreword, and consequent from his discus-
sion of his early efforts to convey verse form in the Song of Roland 
into English, Merwin elaborates on his sense of the impossibility of 
translating not only language but also verse form:
… I realized at some point that I had come to consider the 
verse conventions of original poems as part of the original lan-
guage, in which they had a history of associations like that of 
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Fig. 3 A page of the manuscript draft translation of “The 
Life of Lazarillo de Tormes” in the hand of W. S. Merwin 
(W. S. Merwin Archive. Merwin 1, File 13–1303 (#2))
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Fig. 4 A typescript draft translation of “The Stalin Epi-
gram” corrected by Clarence Brown (W. S. Merwin Archive. 
Merwin 1, Folder 14–1306 (#2))
individual words—something impossible to suggest in English 
simply by repeating the forms.4
Not only words and languages, but also rhythms, poetic forms, 
and even cultural contexts do not translate easily or at all. Consid-
ering his own development as a translator, Merwin notes a trend in 
his work since he reviewed his translations for his Selected Transla-
tions, 1948–1968:
Since then I have tended, at least part of the time, toward a 
greater freedom from the original verse conventions, with a 
view to suggesting some vitality of the original in forms native 
to English.5
Here, Merwin’s middle-career sense of translation seems to be 
almost like pollination —somehow using the vitality of one culture 
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to germinate a new version in a new language, a kind of energetic 
cross-cultural fertility.
Weissbort and Eysteinsson, in their recent Translation: Theory and 
Practice, suggest that this arc in Merwin’s career has lately moved 
toward a “literal or foreignizing form of translation.”6 Interesting-
ly, they parallel the practice of Ted Hughes and W. S. Merwin as 
translators, suggesting that Hughes’ (and Merwin’s) goal was to 
“… preserve the ‘foreignness’, bringing into English that which 
could not possibly have been there before.” They relate this prac-
tice to the theories of “foreignizing” translation advocated by Law-
rence Venuti.7 As Venuti sees it, translators must challenge read-
ers’ expectations in their native language, creating “… a disruption 
of target-language cultural value,” and “… embodying resistance 
against ethnocentrism and racism, cultural narcissism and imperi-
alism, in the interests of democratic geopolitical relations.”8
Merwin’s practice as a translator has evolved in parallel with his 
political activism—his sense of the inestimable value of unique cul-
tures and languages parallels his concern for the natural world:
Several species a week are now becoming extinct, and this is 
an accelerating process. It’s all because of human action, entire-
ly human action. It’s natural for species to become extinct, of 
course, but not at the rate that we have brought it about. Lan-
guages, cultures, and our own language are suffering the same 
fate. These aren’t different processes. They’re not different 
books on a shelf; they’re all the same book.9
Translation, in this view, might be seen as an act of conservation 
and a call to action—for English speakers the energies and chal-
lenges offered by other cultures’ poetry can be held up for those 
who might not otherwise experience them.
Chatham Ewing
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A New Kind of Habitat: 
The Gardener in the Archive
“In wildness is the preservation of the world.”
—Henry David Thoreau, Walking
 
Our appreciation of the centrality of environmental and political 
activity to the life and work of William S. Merwin is brought into 
new focus by the latest addition to his archive in The Rare Book 
& Manuscript Library. Known as “Merwin 5,” this portion of the 
W. S. Merwin Archive at the University of Illinois contains numer-
ous documents testifying to the writer’s abiding imprint on issues 
of natural ecology and human politics.
Merwin’s responses to everyday questions that hinge upon the 
mediation of the natural world and the human presence in the 
Hawaiian archipelago where he lives are outstanding features 
of the Merwin 5 collection. Exhibition items illustrate, for exam-
ple, Merwin’s pivotal role as a board member of the Environment 
Hawai‘i organization, for which he helped procure Lila Wallace-
Reader’s Digest grants to fund “The Waters of Waipi‘o” (1995) and 
“Waiahole Water Gathering” (1996) environmental conferences. 
Also found are two typescript updates to his 1990 article for the 
Earth Island Journal about the collateral ecosystem destruction left 
by a geothermal drilling project in the lowland tropical rainforest of 
Wao Kele O Puna on the Big Island of Hawaii. Other items illustrate 
Merwin’s opposition to a proposed 400-unit subdivision in his own 
planning district on Maui, with his response to the Maui County 
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Council drafted on the protest flyer itself. In addition, Merwin has 
written generally about environmental issues affecting Hawaii in 
venues such as Sierra, Garden Design, and the New York Times Maga-
zine, examples of which are represented in this exhibition.
Other items from the archive give us a look at the outlines of Mer-
win’s particular investment in what, for lack of a better phrase, con-
stitutes the logic of his environmental activism. That logic begins 
with how he chooses to live. These past three decades, Merwin has 
nurtured a life on Maui, where he and his wife, Paula, have worked 
eighteen acres of a depleted pineapple tract into a garden featuring 
more than 600 palm species (genus Pritchardia). In a review draft of 
an interview intended for publication in Honolulu Weekly in 1999, 
Merwin underscores the necessity of making something real from 
something that has been spoiled:
I started with the great idealism of wanting to put back Hawai-
ian vegetation. It’s an ambition that I honor, but when the land’s 
been as disturbed as most of Hawai‘i has, it’s unrealistic. You 
can take something that once grew in a spot and put it back, 
and it won’t grow there because of the way the place has been 
disturbed. So I came to feel that I would grow things from relat-
ed parts of the world and try to make a new kind of habitat.1
In acknowledging that his garden is not an expression of some 
abstract, restorative ethic, but rather a practical and “new kind 
of habitat,” Merwin allows that there is a companionable role for 
human artifice in working with the natural world. The gardener’s 
“ambition” must be encompassed by an unrecoverable past and 
an unknowable future. Gardening is, therefore, indistinguishable 
from art itself:
In gardening, you begin to realize that everything you’re doing 
is an expression of assumptions about your relation with the 
living world around you: how much control is okay, how much 
control you want, how much control you don’t want. This is 
what the arts are about, these continuing questions. Garden-
ing isn’t a kind of hobby at the margin of my life; it’s something 
that is absolutely basic and central to my days.2
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In a July 16, 1993, typescript letter to an official of People for the 
Ethical Treatment of Animals (PETA), an organization that he had 
supported in the past, Merwin informs the official that he will no 
longer contribute to PETA, or encourage others to do so, as long as 
the organization opposes any program to eliminate feral pigs from 
the Hawaiian ecosystem. Merwin’s choice to advocate killing these 
animals must be seen in the context of the European responsibil-
ity for the introduction of this non-native species, as well as the 
concomitant destruction of an indigenous husbandry that had pre-
viously controlled the smaller Polynesian pigs. Consequently, as 
“the pigs were a human introduction and humans are responsible 
for their presence in the forest,” Merwin is ethically consistent in 
advocating that humans are equally responsible for culling them. 
The European pigs, as they would seem to represent the logic of a 
colonizing culture that could not or would not change its assump-
tions about how to live on the land, persist as a negative legacy that 
must be addressed and bridged somehow. Otherwise their pres-
ence threatens to pointlessly and irretrievably alter the shrinking 
Hawaiian forest ecosystem. Hence, Merwin locates “our inescap-
able responsibility” for the protection of the forest and its animal 
life in a large-scale program of direct human intervention.
Further examples of Merwin’s approach are found in two 1995 
archival clippings from the Maui News that detail his protest of bird 
poisoning permits held at the time by local Maui resorts. This pro-
test led to his boycott of the Maui Writers Conference that year at 
the Grand Wailea Resort. Here, Merwin offers that there are non-
lethal ways of mitigating the problem of wild birds attracted to 
the food spilling from these resorts. But the distinction he draws 
against the standard employment of poisoning permits is political 
and nuanced. He objects not only to the assumption that there are 
not better alternatives to poisoning, but to the imposition of an insti-
tutional program that allows for poisoning to occur whenever some 
ill-defined level of concern for human health might arise. In this 
sense, he does not trust the political mechanism, since it depends so 
much on human self interest. However much the resorts or authori-
ties protest that they might care about balancing the presence of the 
birds and human health, in the end there is no positive recognition 
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Fig. 5 A letter from Maui senator J. Kalani English to Mer-
win (W. S. Merwin Archive. Merwin 5, Box 11, Folder 2)
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of the interests of the birds or the greater environment, and hence 
there is nothing in place to prevent humans from removing doubt 
in any consideration about poisoning. Consequently, for Merwin, 
“these vague statements of good intentions aren’t enough,” and the 
permits to kill should be discarded.
In 2001, Merwin received the important John Hay environmental 
award given out annually by the Orion Society. In recognition, the 
Hawaii State Senate issued a declaration of appreciation. Accompa-
nying this declaration is a letter (Fig. 5) from Maui senator J. Kalani 
English that situates Merwin’s activism within the workings of the 
Hawaiian phrase aloha ‘āina, roughly, “love of the land” or “patrio-
tism.” By drawing “no meaningful distinction” between the poet’s 
art and aloha ‘āina, English effectively translates the logic of Mer-
win’s cultivation of an active poetics of caring for the land back into 
the culture of his adoptive islands.
Merwin has also made common cause with environmental issues 
outside of Hawaii. A November 27, 1998, letter from Hawaiian con-
gresswoman Patsy Mink, for example, acknowledges the poet’s 
objections to the use of animals by the U.S. Department of Defense. 
Merwin was also a signatory to the Second Morelia Declaration of 
February 1994, an international effort to publicize environmental 
and population concerns in advance of a major United Nations con-
ference that year. And an April 15, 1996, letter to the Canadian Min-
ister of Fisheries and Oceans, subsequently signed by four other 
American writers, registers Merwin’s contempt for that country’s 
decision to allow another round of harp seal killing.
In Merwin 5, we furthermore find that Merwin played a central 
role in the Poets Against War organization, a group that formed 
in 2003 and organized protests against the impending Iraq inva-
sion that spring. For this group, Merwin contributed a statement 
of opposition that prefaced a protest document meant to be deliv-
ered to the White House. The drafts for this preface were found in a 
program for a March 3, 2003, event at Lincoln Center sponsored by 
the Not in Our Name project. Merwin’s poem Ogres is printed on 
the program’s back cover (Fig. 6). A typescript of this statement is 
also present in the archive, together with nine poems that Merwin 
presumably read at this event: The Last One, One Story, The Asians 
Fig. 6 The brochure Poems Not Fit for the White House with 
Ogres printed on the back cover (W. S. Merwin Archive. Mer-
win 5, Box 1, Folder 20)
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Dying, Ash, Before Us, To the Words, To the Gods, To Myself, and a 
signed copy of Ogres. 
Placed side by side, Merwin’s statement of opposition to the Iraq 
invasion and his poem Ogres offer different, yet complementary 
aspects of his approach to activism. In his statement of opposition, 
Merwin locates its source as arising “out of patriotism, which for 
me means doing what I can to encourage my country to act in a way 
that I can be proud of.” Hence, the reward of activism can be pride. 
On the other hand, within the confines of the “fortune” experienced 
by the narrator of Ogres, these domestic satisfactions necessarily 
recede into “the bitter depths of my shame” as he realizes a shared 
responsibility for “their massacres in my name.” 
For Merwin, the frauds we may sense in our actions, whether 
they are the disaffections from the natural world that stem from 
projections of species-superiority, or the disappointments of mis-
begotten politics, must always well-up. In this sense, the necessary, 
yet willed act of creation implicates us as “ogres.” Yet in his insis-
tence, by writing and example, that we are responsible for moving 
our relations with the world onto a better foundation, W. S. Mer-
win argues that we can do better if we pay attention to the gardener 
within.
Dennis J. Sears
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